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The Clemmer Collection: A Hist 


The Clemmer Collection is a historic set of graphic media produced b: 
the late 19th through the mid 20th centuries. 


The long tradition c 
Peter Moran, ۸ 
1880, Peter Moran be 
to Albuquerque, San 
produced establishes 
New Mexican subjec 


Moran is represented 
on silk and a rare etc 
of unique monotypil 
number than those c 
Pueblo. 


Once the success and renown of the Taos Society of Artists put northe 
array of artists from across the country and around the world. Many of 
the trek as well. A significant number of the prints in the Clemmer C 
widespread economic hardship made it difficult for artists to sell the: 
images quickly and inexpensively and to sell them at affordable prices 


From this early era of New Mexico artists who worked primarily in th 
the best known. The Clemmer Collection reveals that there were ma 
vibrant tri-cultural communities of the region, especially those of Sant 


The prints in the collection encompass a variety of techniques rang 
seriography and monotype. The collection is stylistically diverse wit 
inspired abstraction. 


ory of New Mexico Print Artists 


y artists in - and inspired by - New Mexico, spanning the period from 


f print making in New Mexico can be traced back to the work of 
r brother of the acclaimed landscapist Thomas Moran. Beginning in 
gan producing paintings, drawings and prints based upon his visits 
ta Fe, Taos and the Rio Grande pueblos. The wealth of material he 
him as the first artist to produce a substantial body of work depicting 
LS. 


| here by a superb group of etchings that includes a Taos scene printed 
hing (“The Burro Train, New Mexico,' at left) modified with the addition 
1g. Thomas Moran, whose New Mexico etchings are much fewer in 
f his brother, is represented as well with an 1881 image of 5an Juan 


orn New Mexico on the art world map, the region began to attract an 
them were painters, but artists who worked in the print medium made 
ollection were produced from the mid-1920s through the ‘40s, when 
ir work. The print medium allowed for an artist to produce multiple 


e print medium, Gustave Baumann and Gene Kloss are undoubtedly 
ny others who found similar inspiration in the landscape and in the 
a Fe and Taos. 


ing from etching and lithography to woodblock, linocut, aquatint, 
| examples of academic realism, regionalism, modernism and cubist- 


The collection includes pieces by artists who will be familiar to many, 
work of lesser-known printmakers. Some were active in New Mexico ! 
the state for a few weeks or less. 


Some of these artists are largely lost to history: little is known about pri 
of Taos, represented here by two vibrant linocut portraits (“Elk Foot,’ 
Jr., whose lithograph “Junk Dealer, Taos’ eschews more commonly def 
backstreet scene of everyday life. 


The collection includes hand-colored etchings by Blanche McVeigh an 
and serigraphs by Norma Bassett Hall, and a rare white-line woodblc 
Taos Pueblo by Henrietta Dean Lang. 


What is an original print?" 


While there have been heated debates around the distinction between 
prints, a general definition is echoed by both the Print Council of Am 
Print Dealers Association: 


A print is work of graphic art which has been conceived by the artist to be : 
medium. Prints are produced by drawing or carving an image onto a hard su 
surface is then inked and the image is transferred to paper by the application 
results 15 the exact reverse of the image on the matrix. 


Unlike paintings or drawings, prints usually exist in multiple impre 
impressions made is called an edition. Artists began to sign and numb 
the editions they intended to make would be in circulation. Plates ar 
explicit authorization. The process of printing the edition is therefore 
the image image onto the matrix. 


‘From ‘The Carved Line: Block Printmaking in New Mexico’ by Josie Lopez, Museum of New Mexico 


‚but the primary focus is on the 
or decades, while others visited 


ntmakers such as B. Pat Pattison 
at right), and Albert H. Marvin, 
icted landmarks for a charming 


d Dorothy Stauffer, woodblocks 


ck depicting a Buffalo Dance at 


original prints and reproductive 
erica and the International Fine 


realized as an original work of art, rather than a copy of a work in another 
Tface (known as the matrix) such as a woodblock, metal plate, or stone. This 
1 of pressure, thus creating an impression, or print. The printed image that 


'ssions, each created from the inked plate, block or stone. The total 
er each impression around the turn of the century, to ensure that only 
> not to be used in subsequent printmaking runs without the artist's 
just as important to the authenticity of a print as the act of inscribing 


Press, 2017 


u 


اس ا جن 
Dow‏ "7 2 


Ina Annette (1901-1990) 


Oklahoma-born artist Ina Annette studied at the University 
of Oklahoma in Norman and worked in her native state as 
well as Colorado, Arizona and New Mexico. She was fluent 
in a variety of graphic media and worked as an illustrator in 
the 1930s. 


Her involvement with New Mexico subjects was extensive, as 
evidenced by the 12-year span of the two works in this exhi- 
bition: 1929 - 1941. 


Annette’s bold lithograph of the ruins of the old Mission San 
Geronimo church at Taos Pueblo is one of the most evocative 
of the 19 images of New Mexico churches presented in this 
exhibition. 


The woodblock print of Elizabethtown (often referred to 

as E-Town) presents an isolated adobe farmstead set in the 
mountains northeast of Taos, but E-Town looms surprising- 
ly large in the history of New Mexico. With the advent of a 
short-lived gold-mining boom it became the state’s first in- 
corporated town (1866) but was largely abandoned by 1870. 


The town appears in a dramatic narrative in Willa Cather’s 
book “Death Comes for the Archbishop” involving the serial 


killer Charles Kennedy who lived in the vicinity. 


Taos, 1929 

Lithograph 

8 1/2x 7 1/2 inches; 18 7/8 x 16 7/8 framed 

Signed and dated lower right, 10160 and numbered (‘7/19’) lower left 


Herman Ilfeld Bacharach (1899-1976) 


A native New Mexican, Herman Bacharach was a prolific artist, illustrator 
and book designer, particularly of children's literature. He worked for the 
Grosset & Dunlap and Houghton Mifflin publishing houses and and illustrat- 
ed classic works such as “The Adventures of Pinocchio,’ 1927, and “Robinson 
Crusoe,’ 1929. He was employed by the Works Progression Administration 
(WPA) and worked in a variety of media including woodcut and linocut. 


Bacharach's own collection of illustrated books is held at the New Mexico 
State Library. 


Kiva, Taos NM, ca. 1930s 

Woodblock 

5 1/4 x 3 1/8 inches; 16 1/4 x 14 1/8 framed 
Signed in black with artist's ciper lower right 


Orlin G. Baker (1886-1959) 


Orlin Baker was born in Kansas and 
spent most of his life in the Midwest. 


Baker was a printmaker who worked 
in drypoint, etching, aquatint, lithog- 
raphy and linocut. He studied at the 
Kansas City Art Institute and the 
Pennsylvania Academy of Fine Arts 
and in California with printmaker 
Howell Brown. 


Baker's work is scarce and the vi- 
brant color linocut included here is 
a compelling example of his south- 
western work. 


Chimayo Valley, ca. 1940s 


Linocut 

10 5/8 x 8 3/4 inches; 19 x 19 framed 
Signed in block with artist's ciper lower 
right; titled in pencil lower left 


کس 
کے 
Qc‏ 
«c‏ 
œ‏ 


DANA 


Dana Bartlett (1882-1957) 


Known primarily as a California artist, Dana Bartlett was born 
in Michigan and studied at the Art Students” League in New 
York with William Merritt Chase and Charles Warren Eaton. 
He relocated to the West Coast, finally settling in Los Angeles 
in 1915. 


Bartlett became one of the foremost members of the California 
“Eucalyptus School’ of plein-aire artists, working in oil, water- 
color, pastel and assorted graphic media. 


Bartlett’s southwestern work is rare and the hand-colored por- 
trait of a Hopi man included here is a striking example of one 
of his very few figurative works. 


Hopi Indian, ca. 1920s 
Hand-colored woodblock 

13 x 10 inches; 25 x 21 3/8 framed 
Signed lower left; titled lower right 
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Patient Ponies, ca. 1930s 

Etching 

55/8x 67/8 inches; 13 4 

Signed lower right; titled on plate lower left 


Oscar Edmund Berninghaus (1874-1962) 


Of all the members of the Taos Society of Art- 
ists, St. Louis native O.E. Berninghaus was the 
one with the most extensive background in the 
graphic arts. 


S Th وت‎ N کان‎ Beginning in his teens he worked at a commer- 
کر‎ es فوکیب‎ 6h cial lithography business during the day while 
studying at the St. Louis School of Fine Art at 
night. Embarking on a career as an illustrator, 

۱ he traveled to the West in 1898 on assignment 
Fein کش‎ RER ار‎ for the Denver € Rio Grande Railroad and 

Ü EEE SIÓN made his way to Taos, where he met and be- 
ic» PARRA 3 friended Bert Phillips —the first of the Taos So- 
ciety artists to establish permanent residence 
in the town. From that point on, Berninghaus 
returned to the Southwest every summer and 
became a founding member of the Taos Society 
in 1915. He moved to the town permanently in 


1925. 


Berninghaus was fluent in a variety of graph- 
ic media and produced etchings, lithographs, 
monotypes, and block prints. 


The etching ‘Patient Ponies' is a fine example of 
his precise line and highly articulate crosshatch- 
ing work. The subject is classic Berninghaus— a 
theme he returned to time and again in his oeu- 
vre, producing dozens of scenes of horses idling 
at a hitching rail outside of an adobe home or 
E: saloon. 


Andrew Butler (1896-1979) 


Born in Yonkers, New York, An- 
drew Butler lived in both Yonkers 
and Walpole, New Hampshire. 

He was a student at the Art Stu- 
dents League and took classes with 
Frank DuMond, Luis Mora and 
Joseph Pennell. 


His work was exhibited at the Sa- 
lons of America, the Society of In- 
dependent Artists, and the Whit- 

ney Museum of American Art. 


A selection of his prints are in the 
collection of the Bibliotheque Na- 
tionale in Paris. 


Navajo Reservation, 6 
Etching and drypoint 


11x7 inches; 16 1/2 x 20 9/64 framed 


Signed and dated lower right; titled verso 


Charles M. Capps (1898-1981) 


Charles M. ‘Chili’ Capps was a native of Illinois and one of the eleven charter membe 
Bassett Hall and C.A. Seward, are presented here). He studied at the Art Institute of ( 
Western Lithographic Company in Wichita, Kansas. He worked as a commercial arti: 
Print Makers group was founded in 1930 at the Lindsborg studio of the Swedish-Am 


Capps was not prolific, creating only about 90 prints over the course of 50 years, but 

aquatint. His command of the medium has no better exemplar than his 1949 image o 
morning sun on the east side of the church is almost photographic in its precision anı 
co subjects. 


Mission at Trampas, 1949 
Etching and aquatint 


8 1/2 x 14 inches; 18 7/8 x 24 framed 
Signed lower right; titled lower left 


rs of the famed Prairie Print Makers group (two other charter members, Norma 
-hicago and the Pennsylvania Academy of Fine Arts before taking a job at the 

st in San Francisco in the early 1920s before returning to Kansas, where the Prairie 
erican artist Birger Sandzen. 


he was widely recognized as a master of the difficult technique of etching and 
۲ the splendid San Jose church at Las Trampas. Capps’s evocation of the early 
1 clarity but evidences the romantic ambiance found in the best of his New Mexi- 


Frederico Castellon (1914-1971) 


Frederico Castellon was born in Almeria, Spain, 
and as a child emigrated to the United States with 
his family, settling in Brooklyn. His interest in art 
was manifest from an early age and as a teenager 
he made the acquaintance of the famed Mexican 
muralist Diego Rivera. With Rivera’s support, 
Castellon was able to secure a fellowship to return 
to Europe to study painting and printmaking. He 
exhibited in Paris and Madrid in the late 1930s, 
returning to the United States before the outbreak 
of the Second World War. 


He showed at the prestigious Weyhe Gallery in 
New York and was awarded a pair of Guggen- 
heim fellowships that allowed him to travel for 
the purpose of furthering his work. Castellon’s 
work evidences a distinct affinity for Surrealism — 
specifically the work of fellow Spaniards Pablo Pi- 
casso and Salvador Dali, and the Belgian Giorgio 
DeChirico. 


Castellon's etching “Taos Tryst’ is an intimate and 
atmospheric evocation of his sojourn in the town 
in the early 1940s. 


, ca. 1942 
Etching 
7 3/4x 11 7/8 inches; 19 x 22 1/2 framed 


Signed lower right 
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Howard Cook (1901-1980) 


A major figure in the history of 20th century New Mexico art, How- 
ard Norton Cook was a native of Springfield, Massachusetts. In the 
early 1920s he studied with Andrew Dasburg and Joseph Pennell 
at the Art Students League in New York and traveled extensive- 

ly in Europe and Asia. In 1926 he was commissioned by “Forum” 
magazine to travel to New Mexico to produce illustrations for their 
serialized version of Willa Cather's “Death Comes for the Archbish- 
op.’ Between 1926 and '27 Cook created a series of woodblocks and 
etchings that are recognized as some of the masterpieces of New 
Mexico printmaking. He met his wife, the artist Barbara Latham, in 
Taos and the couple relocated permanently to New Mexico in 1935. 


Cook specified edition sizes for his self-pulled prints but he did not 
always fulfill the edition. Cook’s woodcut of the church at Tesuque 
Pueblo had an edition size of 50, but he apparently pulled only ten 


impressions, making this an exceptionally rare image. 


Tesuque Pueblo, 1926 
Woodcut 


11 x 9 1/8 inches; 24 x 20 3/8 framed 
Signed and dated lower right; titled lower left 


Cook’s iconic print “Morning Smokes’ is an example of the 
artist at the height of his powers. To achieve the extremely 
fine line work in this print Cook used the wood engraving 
technique—carving against the grain of the wood. The re- 
sult is simultaneously romantic and realist, precise but ab- 
stract—a classic modernist New Mexico image. 


O 
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Cook specified edition sizes for his self-pulled prints but 
he did not always fulfill the edition. For this work, only 50 
were printed from a planned edition of 75. 


Morning Smokes, 1927 
Wood engraving 


8 x 8 inches; 19 x 18 1/2 framed 
Signed and dated lower right 
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John Wesley Cotton (1868-1931) 


A native of Dundas, Ontario, Canada, John Wesley Cotton was an accom- 
plished and versatile artist who worked in oils, watercolor, graphite and 
graphic media. He studied in Toronto, at the Art Institute of Chicago and in 
London with the etcher Eli Marsden Wilson. Following World War Ihe moved 
to California and became a noted and widely exhibited landscapist. At some 
point in the 1920s Cotton visited New Mexico and produced a small group 
(perhaps four in total) of colored aquatint/etchings. The aquatint medium, 
which Cotton became a master of, is perhaps the most technically demanding 
of all graphic media. 


His charming scene of the Santuario de Chimayo is a classic image that evokes 
the poetic quality of Maxfield Parrish’s vibrantly colorful work. 


El Sanctuary, ca. 1925 
Etching with color aquatint 


17 3/4 x 11 1/2 inches; 27 1/2 x 21 1/2 framed 
Signed bottom right; edition number (‘18/25’) bottom left 


Cotton's ‘Adobe Gateway” aquatint/etching embodies the concept of 


this exhibition: A glimpse through a portal to New Mexico as it was a 
century ago. 


Adobe Gateway, 1925 


Etching with color aquatint 

10 3/4 x 14 inches; 25 1/2 x 22 framed 
14/25 

Signed lower right 


Andrew Dasburg (1887-1979) 


A highly influential figure in the development of modernism in American 
art, Andrew Dasburg was born in Paris and emigrated to the United States as 
an infant in 1892. He was raised by his aunt in Manhattan and enrolled in the 
Art Students League while still in his mid-teens. His teachers at the League 
included Robert Henri and Kenyon Cox. Dasburg also participated in the 
League’s summer study program in Woodstock, NY, with instructor L. Birge 
Harrison. In his early 20s he visited Paris and there was exposed to the work 
of Paul Cezanne and befriended Henri Matisse, Pablo Picasso and art pa- 
trons Gertrude and Leo Stein. Upon his return to New York Dasburg became 
part of the avant garde artistic circle that included Alfred Stieglitz, Georgia 
O'Keeffe and Mabel Dodge. He exhibited in the famed 1913 Armory Show in 
New York and first visited New Mexico in 1918 as a guest of Mabel Dodge. 
Dasburg eventually relocated to New Mexico, living in both Taos and Santa 
Fe until his passing in 1979 at the age of 92. Dasburg was the most direct con- 
duit between the cutting edge art scenes in Paris and New York and the dis- 
tant artistic outposts of Taos and Santa Fe. 


The woodblock print exhibited here is one of two pieces created by Das- 
burg in the 1920s at the behest of Willard ‘Spud’ Johnson for publication in 
Johnson's literary journal ‘Laughing Horse.’ A small number of prints were 
pulled from the two blocks in 1978, the year before Dasburg passed away. 


Taos Pueblo I, 1925 (printed 1978) 
Woodblock 

6x4 inches; 17 5/8 x 13 framed 
Initialed lower right 
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Fred Geary (1894-1946) 


A native of Clarence, Missouri, Fred Geary was the head of 
restaurant art and decor for the Fred Harvey Company, which by 
1901 operated 45 restaurants at Atchison Topeka & Santa Fe Rail- 
way depots across 12 western states. 


Geary was a designer, illustrator, muralist and graphic artist 
who worked extensively in the Southwest. His work can found 
in the El Navajo Hotel in Gallup, the Desert View Watchtower at 
the Grand Canyon, and the San Felipe Church in Albuquerque. 
Geary was a member of the Prairie Print Makers group and the 
Woodcut Society of Kansas City. His prints were exhibited across 
the country at venues such as the Pennsylvania Academy of Fine 


Arts, the Chicago International Print Club and the San Francisco 
Art Museum. 


Geary’s bold graphic style is fully evidenced in his rendering of 
the San Miguel Mission in Santa Fe. His rhythmic, directional 
handling of the sky, clouds and foliage contrast with the strong, 
flat planes of the old chapel, lending a quality of monumentality 
and gravitas to the small edifice. Geary’s commercial work is rep- 
resented by a luggage tag for the El Tovar, the grand old hotel at 
the terminus of the Santa Fe Railway’s spur line to the south rim 
of the Grand Canyon. 


Geary rarely dated his work but the designation of the Grand 
Canyon as a national park dates this charming small piece as 
post-1919. 
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San Miguel, Santa Fe, ca. 1930s 


Linocut 


7x6 7/8 inches; 19 5/32 x 18 7/8 framed 
Signed lower right; titled lower left 
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, ca. 1940 
Woodblock 
4 x 6 inches; 13 5/8 x 15 5/8 framed 
Titled and numbered (‘11/12’) lower left; signed lower right 


Todros Geller (1889-1949) 


Todros Geller was born in the Ukraine and began 
his art studies in Odessa. He emigrated to Cana- 
da in 1906 and subsequently to the United States 
where he settled in Chicago. Geller studied at the 
Art Institute of Chicago between 1918 and 1923, 
taking classes with visiting artist George Bellows in 
1919. He visited Palestine in 1929, a trip which in- 
spired one of three primary themes that developed 
in his work: Judaica, social realism, and the South- 
west. Geller traveled to New Mexico in the mid- 
1930s and produced a number of woodblock and 
linocut prints, a dozen of which were published in 
his 1937 book ‘From Land to Land.” He worked for 
the mural and graphics branch of the Federal Art 
Project in Chicago and taught at Hull House, the 
city’s famous settlement center and art school. 


Geller's work is held in the collections of the Har- 
wood Museum, the Art Institute of Chicago and the 
Whitney Museum of American Art. 


The woodblock print “Taos Ranchos” presents a 
compelling take on the iconic San Francisco de 
Asis church. Rather than depicting the church as 
light against a dark sky or dark against a light sky, 
Geller's approach is to present the looming church 
as dark against dark, defining its profile with a 
glowing serrated nimbus. With no human counter- 
parts to offer scale, Geller's compact depiction of 
the church offers a compelling contrast with Leon 
Pescheret's aquatint of the same subject, in which 
the structure is shown as distinctly elongated to the 
vertical. 


Todros Geller (1889-1949) 

Cordova, ca. 1940 

Woodblock 

5x 10 inches; 15 3/8 x 21 5/32 framed 

Titled and numbered (‘4/12’) lower left; signed lower right 


Campbell Grant (1909-1992) 


Campbell Grant was a native Californian, born in Berkeley and schooled at the Califor 
learned woodcut techniques from Frank Morley Fletcher. Following his school years C 
During his 12 years with Disney he worked on such classics as ‘Pinnochio,’ "Snow W 
park. 


After leaving Disney he taught art at the Cate School in Carpinteria, CA, and, in 1930, 


In contrast with many such scenes, Grant's depiction emphasizes the horizontality of 
ground beyond. The scene appears to set be at dusk and the mellow, blue-dominated 
headed towards the Pueblo. 


Untitled (Taos Pueblo), 1930 

Woodblock 

6 1/16 x 12 inches; 17 7/8 x 23 1/4 framed 
Signed lower left 

Edition (‘6/100’) and dated lower right 


nia College of Arts & Crafts and the Santa Barbara School of the Arts, where he 
;rant went to work for Walt Disney Studios as an illustrator and story director. 
ite and the Seven Dwarfs’ and ‘Fantasia’ as well as designs for the Disneyland theme 


traveled to New Mexico and Taos Pueblo. 


he setting with a distant horizon betraying the barest hint of the mountainous back- 
scene is accented with tiny splashes of red and yellow in the attire of the three figures 


Drying Chile, ca. 1940s 

Serigraph 

8x 10 inches; 16 5/32 x 19 1/4 framed 
Signed lower right; titled lower left 


Norma Bassett Hall (1889-1957) 


Norma Bassett Hall was a native of Oregon who es- 
tablished herself as a prolific printmaker with a par- 
ticular emphasis on color techniques. 


She began her studies at the Portland Art Association 
followed by four years at the Art Institute of Chica- 
go where she graduated in 1918. Returning to Port- 
land, she taught high school art classes and married 
her Art Institute classmate, Arthur Hall. The couple 
moved to El Dorado, Kansas, and, in 1930, became 
co-founders of the Prairie Print Makers— Norma be- 
ing the only woman among the eleven artists in the 
charter group (two other founding members of the 
group, Charles M. Capps and C.A. Seward, are repre- 
sented here). 


Hall had begun making block prints while on her 
honeymoon in 1922, initially working with oil-based 
pigments. In 1925, while on an extended European 
sojourn, she switched to transparent, water-based 
inks after learning Japanese woodblock techniques 
from the English printmaker Mabel Royds. The Halls 
moved to New Mexico in 1942 and Norma added the 
serigraph, or silkscreen, technique to her repertoire. 


Two of her prints presented here offer an example 

of both woodblock and serigraph - the flatter, more 
opaque aspect of “Drying Chile’ offering instructive 
contrast to the delicate, dimensional color of ‘Navajo 
Land.’ 


Norma Bassett Hall (1889-1957) 
Navajo Land, ca. 1940s 
Woodblock 

9 1/4 x 14 inches; 22 x 25 framed 
Signed lower right 

Edition 100 and titled lower left 


SANCTUARIO 


Norma Bassett Hall (1889-1957) 
Santuario, ca. 1940s 

Serigraph 

12 x 15 1/2 inches; 21 3/4 x 23 3/4 framed 
Titled bottom left; signed bottom right 
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Eugene Higgins (1874-1958) 


One of several Missouri-born artists in the 
collection, Eugene Higgins studied at the St. 
Louis School of Fine Arts followed by an ex- 
tended sojourn in Europe where he attended 
the Ecole des Beaux-Arts and the Academie 
Julian in Paris. 


Higgins learned to etch while in France and 
his prints became his primary source of in- 
come. After seven years in Europe Higgins 
returned to the United States in 1904 and 
settled permanently in New York City. He 
became known for his Social Realist subject 
matter and for a style that reflected the in- 
fluence of Honore Daumier and Jean Millet. 
Scenes of working people, immigrants, and 
the urban poor were mainstays of his work. 


Higgins was elected to associate membership 
in the National Academy of Design in 1921 
and also maintained memberships in the Na- 
tional Arts Club, the Salmagundi Club and 
the Society of American Etchers. 


Higgins” only documented visit to New Mex- 
ico took place in 1922. 


Eugene Higgins (1874-1958) 
Indians Returning Home, Taos, NM 
ca. 1922 

Etching 

11 3/4 x 8 inches; 22 5/8 x 


Elna Hogin (1918-2013) 


A native of Kansas City, MO, Elna 
Hogin worked as a commercial art- 
ist with the Hall Brothers Company, 
the makers of Hallmark cards. Her 
employers rewarded her work with a 
fellowship that allowed her to travel 
to San Francisco and Taos for further 
studies. In New Mexico she met and 
married the watercolorist Roy Brook 
Pettus. The couple eventually moved 
to Kennewick, WA. 


Little information regarding Elna 
Hogin and her work is available, but 
her evocative 1941 lithograph, 'Sun- 
day Morning, Taos,' indicates that 
she was a talented printmaker with 
an eye for narrative composition. 
The four figures, apparently on their 
way to or from church, seem to illus- 
trate Hispanic women in stages of 
life from childhood to old age. 


Lithograph 


8 x 10 3/4 inches; 18 1/2 x 20 3/4 framed 
Signed and dated lower right 
Titled and edition number (‘1/6’) lower left 


Nils Hogner (1887-1970) 


Born in Nederkalix, Sweden, Nils Hogner emigrated with his 
family to the Boston area in 1893. He began his studies at the 
Boston School of Painting, followed by classes at the School of 
the Boston Museum of Fine Arts, the Rhodes Academy in Co- 
penhagen, Denmark, and, later, private study with Leon Gas- 


pard. 


Hogner traveled widely and pursued a highly diverse career, 
including a stint running the trading post at Klagetoh, AZ, 
and as an instructor at the University of New Mexico in Albu- 
querque. While at UNM he met and married Dorothy Childs, 
a successful author of children's books. The couple collaborat- 
ed on dozens of books, a number of which (‘Pedro the Potter,’ 
“The Navajo Flute Player,’ “Santa Fe Caravans,’ etc.) had south- 
western themes. 


Hogner's untitled hand-colored block print may be a portrait 
of the young Julian Martinez of San Ildefonso Pueblo, hus- 
band of Maria Martinez and, beginning in 1918, decorator of 
her 

pots. 


Untitled (Julian Martinez), ca. 1920s 
Hand-colored woodblock 

6 5/8 x 6 inches; 12 1/2 x 11 5/8 framed 
Signed and dated lower right 


w Mexico, ca. 1920s 


White line woodcut دا‎ 
8 x 14 inches; 27 3/4 x 23 3/4 framed 
Titled bottom left, Signed bottom right 


Henrietta Dean Lang (1876-1940) 


Little information is available regarding the life and career 

of Henrietta Dean Lang. It is documented that she lived and 
worked in Detroit and was a longtime member and officer of 
that city’s Society of Painters and Sculptors. She was an in- 
structor at the College of the City of Detroit and was one of 28 
Americans (from an applicant pool of 2,000) to represent her 
country at the 1936 International Print € Lithography Show in 
Chicago. 


At some point in her career Lang learned white-line wood- 
block printmaking—a technique developed by the Swed- 
ish-born New Mexico artist B.J.O. Nordfeldt. White-line 
woodblock printmaking is a style associated primarily with 
the artist's colony at Provincetown, Massachusetts (most spe- 
cifically Blanche Lazzell — the form’s most celebrated prac- 
titioner), and it is not known how Lang became acquainted 
with it or when she might have visited New Mexico. 


Instead of carving a separate block for each color, as in the 
traditional method employed by woodblock artists such as 
Gustave Baumann, white-line prints employ only one block. 
The artist draws a subject on the block then carves thin lines 
between the different areas of color. A sheet of heavy paper is 
attached to one edge of the block and the artist applies the pal- 
ette of colors to the raised areas of the composition. The sheet 
is then carefully folded over the block and pressure is applied 
to transfer the ink to the paper. 


The charming scene of a Buffalo Dance at Taos Pueblo is one 
of only two known New Mexico prints by Lang. Her white- 
line woodblocks may be the only historic examples of the tech- 
nique employed for New Mexico subjects. 


William Thomas Lumpkins (1909 - 2000) 


William Lumpkins was born on a ranch west of Clayton, New Mexico. In 
1929, he enrolled at the University of New Mexico to pursue a career in 
architecture. During this time, he took a portraiture class from the Swed- 
ish artist Nils Hogner, where he met many young modern artists, such as 
Cady Wells. In 1930, Lumpkins viewed an exhibition of New Mexico wa- 
tercolors by the artist John Marin. Marin’s semi-abstract landscapes had a 
profound impact on Lumpkins, whose work was already developing to- 
ward abstraction. 


In 1934, Lumpkins received his degree in architecture from the Universi- 
ty of Southern California, then worked as a junior architect for the Works 
Project Administration. In 1938, he returned to Santa Fe and befriended 
many of the early New Mexico modernists, such as Jozef Bakos, Willard 
Nash, and B.J.O. Nordfeldt. He developed a particularly devoted friend- 
ship with Raymond Jonson, who shared his passion for the expressive 
possibilities of abstract work. That same year, Jonson and Emil Bisttram 
founded the Transcendental Painting Group, a group of artists whose 
shared vision was to transcend material reality and advance the expression 
of spirituality in art through the creation of non-representational work. 
Lumpkins soon became a member. The Group included Agnes Pelton, 
Lauren Harris, Ed Garman, Robert Gribbroek, Florence Miller Pierce, Stu- 
art Walker, and Horace Towner Pierce. 


Lumpkins was also known for his innovation in architecture and solar 
technology. In 1935, he built his first passive solar house at Capitan. In 
1972, he founded Sun Mountain Design, a group of influential solar activ- 
ists responsible for the solar demonstration center at Ghost Ranch, north of 
Santa Fe. 


After World War U, Lumpkins lived in California, before returning to San- 
ta Fe in 1967. In 1985, he founded the prestigious Santa Fe Institute of Fine 
Arts. He continued to live and work in Santa Fe until his death in 2000. 


Prints by Lumpkins are very rare and his untitled 1930 woodblock print 
exhibits the artist's exceptional ability to straddle the line between repre- 
sentation and abstraction. 

Untitled (Pueblo Scene), 1930 

Woodblock 


81/2x 63/4 inches; 19 1/4 × 16 1/2 framed 
signed and dated lower right 
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Stella MacLean 


An etcher of figurative Western subjects, essentially 
nothing is known of the artist Stella MacLean. 


Her portrait of Juanita, a Pueblo woman, indicates that 
MacLean was a skilled artist with an excellent composi- 
tional sense and strong technique, suggestive of the man- 
ner of Gene Kloss. 


Juanita, ca. 1930 
Etchin 


8 
5 1/2x 3 1/2 inches; 12 5/32 x 10 framed 
Titled lower left; signed lower right 


Albert H. Marvin, Jr. 


Another artist about whom little is known, 
the scant documentation available on Albert 
H. Marvin, Jr., indicates that he was a stu- 
dent at the Kansas City Art Institute in the 
1930s. While serving in the Air Force during 
the Second World War he painted a series 
of murals documenting the history of flight 
for the officers’ club at the Air Force base in 
Portland, OR. He studied at Reed College in 
Portland after the war and pursued a career 
in aeronautics. 


The details surrounding his superbly con- 
ceived and executed lithograph ‘Junk 
Dealer, Taos’ are lost to time, but the piece 
speaks eloquently for itself. The backstreet 
view of a peddler in a horse-drawn wagon 
is another slice of ordinary life in Taos that 
embodies the concept of ‘Glimpses of the 
Past.’ 


The crude wooden-wheeled cart depicted 
in the scene connects with the primitive 
conveyance featured in Peter Moran’s 1880 
hand-colored photogravure, ‘Down the Ar- 
roya [sic] to Santa Fe.’ 


Titled bottom left, signed bottom right 
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, ca. 1940s 
Etching and color aquatint 
3 1/4 x 3 inches; 12 1/8 x 11 3/8 framed 
Titled bottom left, * 50 print’ centered, signed bottom right 


Blanche McVeigh (1895-1970) 


Blanche McVeigh was born in Missouri and 
grew up in Ft. Worth, TX. Her art studies 
commenced in 1919 at Washington University 
in St. Louis followed by classes at the Art Stu- 
dents League in New York and summer ses- 
sions at the Art Institute of Chicago and the 
Pennsylvania Academy of Fine Arts. 


She studied privately with New Mexico/ 
Oklahoma artist Doel Reed, from whom she 
learned the complexities of the aquatint pro- 
cess. In 1931 McVeigh co-founded the Ft. 
Worth School of Fine Arts where she taught 
figure drawing and etching. 


She worked extvvensively as a commercial 
artist and illustrated numerous books, pri- 
marily dealing with New Mexico scenes and 
southern subjects. 


McVeigh’s two prints in the exhibition both 
utilize etching and color aquatint—one a tiny 
print of two Taos women walking through 
the Pueblo, and the other a moody twilight 
scene of the church in Arroyo Seco. 


Blanche McVeigh (1895-1970) 
Arroyo Seco, ca. 1940s 


Color aquatint 
Titled and ‘50 print’ lower left; signed lower right 


10 x 12 1/2 inches; 21 3/8 x 24 3/8 framed 
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Frederick Monhoff (1897-1975) 


A native of New York City, Frederick Mon- 
hoff's family relocated to Los Angeles when 
he was still a child. He served in the U.S. 
Navy in World War I and after his dis- 
charge studied at the University of Califor- 
nia at Berkeley and with the artist Armin 
Hansen. He worked in watercolor and oils 
and produced 44 etchings, including a suite 
of small New Mexico scenes. 


Two of those scenes are included here, one 
being a highly imaginative and dramatic 
scene of a Penitente ritual at Nambé, and 
the other a wedding in the church at Santo 
Domingo Pueblo. Monhoff's rhythmic line 
work and modernist contortions bring an 
agitated energy to these ceremonial scenes. 
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Penitente Ceremony, Nambe, New Mexico 
ca. 1920s 


Etching 
5 x 6 inches; 14 3/8 x 15 framed 
Titled lower left; signed lower right 
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Frederick Monhoff (1897-1975) 

Marriage Ceremony, Santo Domingo Church 
ca. 1920s 

Etching 

5 x 6 inches; 14 1/2 x 15 framed 

Signed lower right, titled lower leftv 
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Peter Moran (1841-1914) 


Peter Moran was the youngest of the prodigiously talent- 
ed Moran brothers, which included John (a photographer), 
Edward (a painter of marine subjects) and, most famously, 
Thomas—one of the premiere American landscape artists 
of the late 19th and early 20th centuries. The Moran family 
emigrated to the United States from Bolton, England, when 
Peter was three years old. They settled in Philadelphia and 
Peter began his artistic training as an apprentice to a li- 
thography firm. He studied with his brothers Edward and 
Thomas and developed great fluency as a draftsman, water- 
colorist, oil painter and etcher. 


He accompanied Thomas on a trip to Wyoming in 1879 and 
in 1880 made his first trip to New Mexico. His return trip 
in 1881 is well documented and it is thought that he might 
have made further excursions in 1882 and perhaps later in 
the decade. Moran sketched and painted dozens of images 
on these excursions, traveling north from Albuquerque to 
Santa Fe and Taos and west to Zia and Zuni pueblos in the 
company of fellow artist Henry Rankin Poore and the pho- 
tographer William Henry Jackson. Returning to his Phila- 
delphia studio Moran turned his sketches into etchings and 
oil paintings. 


The material that he gathered on these trips provided sub- 
ject matter that he was to utilize for the rest of his life, mak- 
ing him the first artist to create an extended body of work 
depicting the far-flung territory. 


Between 1880 and 1890 Peter Moran created 15 etchings 
with New Mexico subjects, including the pieces presented 
here. 


“The Burro Train, New Mexico,’ is a unique hybrid print in 
which both etching and monotype are employed. Having 
etching the landscape and his equine and human subjects 
Moran experimented with ideas on how to treat the sky. He 
painted a couple of freehand cloudscapes on the plate and 
ran them through the press before deciding on his final ap- 
proach to the composition. 


, 1880 

Etching with monotype 

6 3/4 x 9 1/2 inches; 17 3/4 x 20 framed 
Signed bottom right 


Distinct from the other prints is the hand-colored photo- 
gravure “Down the Arroya [sic] to Santa Fe.” This image is a 
mechanically reproduced 19th century print based upon a 
photograph of a Peter Moran painting. Printed on a light tis- 
sue paper, this gravure has been carefully highlighted with 
watercolor to emulate Moran’s canvas. 


Peter Moran (1841-1914) 


Down the Arroya [sic] to Santa Fe, ca. 1880 


Hand-colored photogravure 
6 x 12 1/2 inches; 15 5/32 x 21 framed 
Signed lower left 


Between 1880 and 1890 Peter Moran created 15 etchings with New Mexico sub- 
jects. ‘On the Road to Santa Fe’ is the largest of his New Mexico prints and 
features a group of laden burros, the primary pack animals of the Southwest, 
paused on a rutted dirt road. Burros, horses and oxen appear in most of Moran's 
New Mexico images. 


Peter Moran (1841-1914) 


Etching 
Edition 150 
Signed lower right 
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‘A Corner in Spanish Taos’ is 
a rare example of this image 
printed on silk. 


As with many of his etch- 
ings, Moran printed different 
stages of the plate, some- 
times adding a remarque, or 
small “bonus” image, in one 
of the lower corners. In the 
lower right corner of ‘A Cor- 
ner in Spanish Taos' there 

is the faint impression of an 
Indian woman with a pot on 
her head, identifying this as 
a first edition, second state 
print. 


ight 


18 7/8 x 16 7/8 0 
Signed bottom r 
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5 x 67/8 inches 


ilk 


Etching on s 


A Corner in Spanish Taos, 1881 
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The etching plates for a number of Peter and Thomas Moran’s prints 
survived the artists themselves and posthumous strikes of some of these 
images abound. 


Legitimate pencil signatures are proof that the print was struck as 
part of an authorized edition with the direct involvement of the artist. 


Peter Moran (1841-1914) 
t Sg; 1, New Mexico, 1883 
Etching 

Edition of 200 

6 1/4 x 12 1/2 inches; 17 x 23 framed 
Signed lower right 


Thomas Moran (1837-1926) 


Born in Bolton, England, like his artist brothers, Thomas Moran 
rose from humble beginnings to become one of the most celebrated 
and successful American artists of his era. 


He apprenticed with a wood engraving firm in Philadelphia during 
his teenage years and then studied with his older brother, Edward, 
a talented painter of marine genre subjects who had studied with 
Martin Johnson Heade, Sanford Gifford and John F. Kensett. The 
two brothers were highly enamored of the work of the English 
landscapist J.M.W. Turner and traveled to England in 1862 to study 
his work in person. 


Thomas began his career as an artist of the Hudson River School 
but in 1871 he made the first of eight extended trips to the West 
and subject matter from the Tetons, Yellowstone, the Rocky Moun- 
tains, the Grand Canyon and Yosemite began to dominate his out- 
put. Thomas traveled regularly to the West until he was in his 60s, 
passing through New Mexico on multiple occasions. He sketched 
numerous pueblo scenes and developed them into etchings and oil 
paintings back in his studio in Newark, New Jersey. 


Like his younger brother Peter, Thomas had traveled on occasion 
with the photographer William Henry Jackson, and like Peter he 
utilized some of Jackson’s photographs as the basis for etchings. 
This is likely the case with Thomas’s 1891 etching of San Juan Pueb- 
lo, now known as Ohkay Owingeh. 


Thomas and Peter were both master etchers and regularly submit- 
ted major examples of their work to juried exhibitions. The broth- 
ers’ technique bears obvious similarities but Thomas did not feature 
domestic animals to the degree that his younger brother did —only 
one reclining burro is featured in Thomas’s composition. Thomas’s 
inscription at lower right, printed in reverse from the plate, reads 
“Old church, Pueblo San Juan, New Mexico.’ 


Thomas created fewer New Mexico prints than Peter and the signa- 
ture on this example ensures that it passed through the hands of the 
artist himself. 


Pueblo of San Juan, New Mexico, 1881 


Etching 
8x 11 3/4 inches; 18 1/2 x 21 1/2 framed 


Signed lower left 
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Roi Partridge (1888-1984) 


A native of Washington state, Roi Partridge’s family moved to Seattle 
when he was a child. 


He began showing his work in Seattle as part of an avant garde artist's 
collective called “The Triad.’ In his early 20s Partridge moved to New 
York to study at the National Academy of Design, followed by an ex- 
tended European sojourn during which he studied etching in Munich 
and worked as a printmaker in Paris. 


Partridge returned to America just before the outbreak of the First 
World War, settling in California. He lived in San Francisco and 
taught at Mills College in Oakland. He was married to the noted pho- 
tographer Imogen Cumningham from 1915 to 1934. 


Partridge’s work is distinguished by his highly articulate line work 
in which forms are built up from dense accumulations of fine etching 
with little or no reliance on drypoint or other techniques to build up 
darker areas. This approach gives his work a distinctive open, clean 
look that makes his prints immediately identifiable. 


Partridge’s view of the Museum of Fine Arts in Santa Fe was created 
in 1926, nine years after the institution opened. A close examination 
will reveal that the scene is reversed, indicating that Partridge did not 
flip the orientation of his sketch when etching it to the plate. This re- 
sulted in a mirror image version of the facade of the familiar building. 


In Santa Fe (aka Architectural Study), 1926 
Etching 


8 7/8 x 7 7/8 inches; 20 1/2 x 19 3/4 framed 
Signed lower center 
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Roi Partridge (1888-1984) 
Zuni, 1927 
Etching 


Edition 86 
3 3/4 x 7 inches; 11 x 13 framed 
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B. Pat Pattison 


Who B. Pat Pattison was— where he or she was from, where he/she 
studied, how long he/she lived in Taos— we may never know. 


Years of searching revealed no information about the artist who cre- 
ated the two striking linocut images in this exhibition... until re- 
cently. 


An article from the November 6, 1938, edition of the ‘Lubbock Av- 
alanche-Journal' recently posted online describes in detail an exhi- 
bition of Taos artists that was to take place at Texas Tech Universi- 
ty. Among such notables as E.I. Couse, O.E. Berninghaus, Nicolai 
Fechin, Dorothy Brett, Howard Cook and Gene Kloss is a mention 
of the inclusion of three works by Pat Pattison, including the two 
prints presented here: ‘Elk- Foot’ and ‘Ol’ Boy.’ 


The graphic vibrance and bold modernity of these portraits is re- 
markable, particularly in consideration of the fact that they are at 
least 83 years old. Pattison's command of his/her medium is abso- 
lute and the dramatic effect of the half-shaded face of the handsome 
Ol’ Boy and the three-quarter-shaded face of the even more hand- 
some EIk Foot is quite extraordinary. 


Pattison's use of serrated lines in the subject's faces and in the pat- 
terns of Elk Foot's blanket and Ol’ Boy's plaid shirt gives an ener- 
getic, rhythmic cohesion to the image. Pattison's incorporation of 
the borders of the print and the informational margin at the bottom 
as graphic elements adds to the sophistication of the composition. 


Like his portraitist, the identity of Ol’ Boy remains a mystery, but 
his cohort Jerry “Elk Foot” Mirabal is well known as a model for 
both E.I. Couse and J.H. Sharp. One of Couse's early Taos master- 
pieces is a full-length, life-size portrait of EIk Foot that resides in 
the permanent collection of the Smithsonian American Art Muse- 
um. 


Elk Foot, ca. 1930s 

Linocut 

Edition (178/500) and inscribed lower left, titled center and signed bottom 
right 

13 3/4 x 10 1/2 inches; 21 1/4 x 17 7/8 framed 


B. Pat Pattison 

Ol’ Boy, ca. 1930s 

Linocut 

Edition (467/500) and inscribed lower left; 
titled center and signed bottom right 

14 x 10 3/8 inches; 21 1/4 x 17 7/8 framed 
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Ralph M. Pearson (1883-1958) 
It is thought that the Iowa-born printmaker Ralph Pearson was the first person tc 


A visit to the acclaimed 1913 Armory Show in New York had opened his eyes to 
Taos. 


He is known to have been pulling prints of New Mexico scenes by 1918. Pearson 
ifornia in the 1920s. Pearson was a member of the Art Students League of Chicag 
organizations. 


In addition to larger scale etchings such as the 1924 ‘Church at Santa Ana 1 
as 1 1/2 by 2 inches, for sale as seasonal greeting cards. 


Etching 


3 1/4 x 5 1/4 inches; 
7 5/8 x 10 3/4 framed 


Dated and titled bottom left; 
signed bottom right 


) have an artist's printing press in New Mexico. 


the possibilities of modernism and in 1915 Pearson moved to a ranch just south of 


studied at the Art Institute of Chicago with John Vanderpoel and was active in Cal- 
o, the New York Society of Etchers, the California Society of Etchers and other arts 


y and “Taos Pueblo’ of 1920, Pearson created numerous tiny gift prints, some as small 


Ralph Pearson (1883-1958) 

] Pueblo, 1924 

Etching 

6 x 10 1/2 inches; 18 5/32 x 22 1/4 framed 

Signed bottom right; titled and edition (+11) bottom left; inscribed and dated center 
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Ralph Pearson (1883-1958) 

Taos Pueblo, 1920 

Etching 

5 x 9 1/2 inches; 12 5/32 x 17 5/32 framed 
Numbered (221) and titled left; signed right 
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Rancheros de Taos, ca. 1930s 
Color soft ground etching and aquatint 


9 3/4 x 11 3/4 inches; 19 x 20 13/16 framed 
Signed lower right; titled lower left 


Leon Rene Pescheret (1892-1971) 


Leon Pescheret was born in London to French immi- 
grant parents. His father was a highly regarded chef 
and cooked for Queen Victoria until her passing in 
1901. In 1910 the family moved to Washington, D.C., 
where Pescheret's father continued his culinary career 
as chef for the British Ambassador. 


After service in World War I Pescheret became interest- 
ed in the graphic arts and began his studies at the Art 
Institute of Chicago. He studied interior design with 
Albert Fleury and struck his first etching plate in 1926. 
In the mid-1930s he studied in England and Belgium 
and learned color etching techniques. In 1936 he settled 
in Whitewater, Wisconsin, and opened a studio and 
gallery on the town’s main street. 


Pescheret began visiting the Southwest regularly in the 
late 1930s, spending time in Arizona, New Mexico, and 
old Mexico. He began producing prints of southwest- 
ern subjects, often utilizing the soft ground etching and 
aquatint techniques. He was a proponent of making 
artwork available to the general public at affordable 
prices and generally produced six new plates per year 
of which he struck 200 prints each. 


Pescheret’s depiction of the famed San Francisco de 
Asis church at Ranchos de Taos is notable both for its 
fine detail (individual adobe bricks can be discerned 
beneath the weathered mud stucco of the church's 
monumental rear buttress) and the unusual vertical 
elongation of the building. 


Pescheret relocated permanently to Tucson in 1967. 


Minnie Price (1892-1971) 


Yet another compelling but essentially unknown artist 
is Minnie Price. Though nothing beyond her life dates 
are recorded, Price’s untitled 1934 print suggests a fa- 
miliarity with the work of another artist in this exhi- 
bition—Coy Avon Seward of the Prairie Print Makers 


group. 


The similarity between Price’s hand-colored wood- 
block and Seward's linocut On the Road to the Pueblo 
(1929), below, would seem to be somewhat more than 
coincidental. 
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1934 

hand colored woodblock 

7 1/2 x 8 inches;17 1/4 x 17 1/4 framed 

Signed and dated lower right; titled lower left 
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On the Road to the Pueblo, 1929 

Linocut 

Edition 150 

8 3/4 x 10 1/4 inches; 20 3/4 x 27 framed 
Titled lower left; signed lower right 


Coy Avon Seward (1884-1939) 


C.A. Seward was an important and prolific printmaker who was noted for 
his innovative techniques and graphically bold and beautiful images of New 
Mexico and his native Kansas. 


Seward showed artistic talent from an early age but it was his visit to the 

1904 Louisiana Purchase Exposition in St. Louis (an event in which two ma- 
jor works by E.I. Couse were on exhibit) that set him on the path to becoming 
an artist. His early studies consisted of a five-year correspondence course in 
commercial design followed by classes at Washburn University in Topeka and 
with Birger Sandzen at Bethany College in Lindsborg. Seward later credited 
the influential Sandzen as being the primary inspiration for his becoming a 
printmaker. 


By 1907 Seward had opened a commercial art studio in Wichita and three 
years later founded an art school. He subsequently worked for a couple of 
large commercial printing companies, including the Western Lithograph Com- 
pany which, through Seward's contacts, produced prints for many Kansas 
and New Mexico artists. 


As opposed to the traditional method of utilizing a heavy and cumbersome 
stone for his printing matrix Seward favored zinc plates —a commercially 
used process that he championed for artists. He authored a book on metal 
plate lithography and believed in working out his compositions on paper be- 
fore drawing the image on the plate, retaining as much of the original energy 
and graphic immediacy as possible. In 1930 Seward became a charter member 
of the famed Prairie Print Makers group, of which two other founding mem- 
bers (Norma Bassett Hall and Charles M. Capps) are presented here. 


He created approximately 40 New Mexico prints between 1923 and 1930. ‘On 
the Road to the Pueblo' is a linocut and one of the more dramatic images in 
the exhibition. The intimacy of the immediate foreground, looking directly 
over the shoulders of the two cloaked Taos Indians, contrasts with the view to 
the Pueblo in the mid-ground and the mountains in the distance. 


Seward's use of short, rhythmic cuts and the strong contrast of dark and light 
connects with Howard Cook's wood engraving “Morning Smokes’ and Fred 
Geary's linocut of the San Miguel Mission church in Santa Fe. 


Coy Avon Seward (1884-1939) 

Grasshopper Peak, 1931 

Lithograph 

12 x 16 inches; 15 1/2 x 19 1/4 framed 

Signed and dated lower right; titled lower left 
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Coy Avon Seward (1884-1939) 
Toadstool 1925 

Lithograph 

12 x 16 inches; 17 3/4 x 17 1/2 framed 
Signed lower right; titled lower left 
Inscribed in plate upper left 


Coy Avon Seward (1884-1939) 
Sunshine and Adobe, 1927 


Etching 


7 1/4 x 9 inches; 
17 5/32 x 18 5/32 framed 


Signed and dated lower right; 
titled lower left 
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Taos Pueblo, ca. 1930s 


Hand-colored etching 
4 x 5 inches; 12 5/32 x 17 5/32 framed 


Titled lower left; signed lower right 


Dorothy Brenholts Stauffer King Hay (1901-1974) 


A native of Iowa, Dorothy Brenholts displayed ar- 
tistic talent from an early age. She studied at the 
University of California at San Diego from 1919 un- 
til 1922 and completed her degree (in philosophy) 
at Stanford. She took art classes in Los Angeles 
and was sufficiently accomplished to teach at the 
California School of Fine Arts in San Francisco by 
age 24. Between 1926 and ۶28 she pursued further 
art studies in France and Italy and, upon returning 
to the United States, at the Art Students League in 
New York. She married Leo Stauffer in 1929 and 
the couple moved to Denver where they remained 
for ten years. 


In 1939 she came to Santa Fe, remarried to a man 
named King, and then moved on to El Paso. A 
third husband was named Joe Hay, thus her prints 
bear different signatures depending upon her mar- 
ital status at the time (though most appear to be 
signed 'Stauffer'). She moved to Tucson in 1962 and 
lived out the rest of her life there. 


Etching was Hay’s primary medium though she 
executed several mural projects, including at the 
old Albuquerque Airport and La Fonda Hotel and 
the Bishop’s Lodge resort in Santa Fe. Like a num- 
ber of her contemporaries Hay created numerous 
small “gift” prints in the two by three inch range 
that she likely sold for only a few dollars back in 
the 1930s and '40s. She executed numerous views 
of Santa Fe and the pueblos along the Rio Grande 
and west to Acoma. 


Her charming scene of Taos Pueblo features 
hand-coloring in watercolor, likely (though not 
necessarily definitively) executed by the artist her- 
self. 


Las Sombras de los Machones de Ranchos de Taos, 1994 
Etching and aquatint 

3 7/8 x 3 7/8 inches; 14 5/32 x 13 7/8 framed 
Edition 97/350 left; Artist mark right 


Harold Joe Waldrum (1934-2003) 


One of many colorful characters in the long history of art in New 
Mexico, Harold Joe Waldrum was a native of Savoy, TX. His first 
love was music and he earned a bachelor’s degree in that field from 
Western State College in Gunnison, CO. He taught high school band 
and art classes in Kansas but decided to return to school to pursue 
the visual arts. He earned his masters in fine art from Fort Hays State 
College in 1970. Drawing his inspiration from vanguard mid-century 
American art, Waldrum initially pursued an aggressively abstract ap- 
proach in his painting. 


He relocated to New Mexico in the early 1970s, living in the San- 

ta Fe and Taos areas. A 1974 shootout with a gang of criminals who 
invaded his studio resulted in the death of one of the invaders and 
Waldrum’s studio being burned to the ground. Waldrum fled for 
New York and spent several years shuttling between New York and 
Taos. He began shooting reference photos of historic New Mexico 
churches in the late 1970s, using a Polaroid SX-70 instant film camera. 
These small photos— 3 1/8 inches square —and their vibrant colors 
were to influence the direction of his work from that point forward. 


By the early 1980s Waldrum had developed his signature style: Views 
of northern New Mexico adobe churches and chapels in a square for- 
mat, reductive in composition but frequently lush in carefully lay- 
ered color. Some of his paintings were close up views of buttresses 
and windows that verged on geometric abstraction. He was a prolific 
printmaker, working primarily with etching, aquatint and linocut. 


A tiny print with a big name, “Las Sombras de los Machones de Ran- 
chos de Taos’ (“The Shadows of the Buttresses of Ranchos de Taos’) 

is an example of classic Waldrum rendered in etching and aquatint. 
This print was included in copies of the limited edition of Waldrum’s 
autobiographical/philosophical tome ‘I Walk Stark Naked’ (the art- 
ist was known for his preference for painting au natural). Although 
Waldrum does not fit into the 1880-1950 time frame of this exhibi- 
tion, he is included here in recognition of his beautiful and influential 
work and the period in the 1980s when he lived and worked in the 
1915 J.H. Sharp studio on the Couse-Sharp property. 


Hiroshi Yoshida (1876-1950) 


Hiroshi Yoshida was a 20th-century Japanese painter and wood- 
block printmaker. He is regarded as one of the greatest artists 

of the shin-hanga style, and is noted especially for his excellent 
landscape prints. Yoshida travelled widely, and was particular- 
ly known for his images of non-Japanese subjects done in tra- 
ditional Japanese woodblock style, including the Taj Mahal, the 
Swiss Alps, the Grand Canyon, and other National Parks in the 
United States. 


Hiroshi Yoshida (born Hiroshi Ueda) was born in the city of Ku- 
rume, Fukuoka, in Kyushu, on September 19, 1876. He showed 

an early aptitude for art fostered by his adoptive father, a teach- | 
er of painting in the public schools. At age 19 he was sent to | 
Kyoto to study under Tamura Shoryu, a well known teacher of 
western style painting. He then studied under Koyama Shotaro, | 
in Tokyo, for another three years. | 


In 1899, Yoshida had his first American exhibition at Detroit 
Museum of Art (now Detroit Institute of Art). He then trav- 
eled to Boston, Washington, D.C., Providence and Europe. In 
1920, Yoshida presented his first woodcut at the Watanabe Print | 
Workshop, organized by Watanabe Shozaburo (1885-1962), 
publisher and advocate of the shin-hanga movement. Howev- 
er, Yoshida's collaboration with Watanabe was short partly due 
to Watanabe’s shop burning down because of the Great Kanto 
earthquake on September 1, 1923. 


In 1925, he hired a group of professional carvers and printers, and established his ow 
yo-e collaborative system with the sosaku-hanga principle of "artist's prints”, and foi 
movement. 


Hiroshi Yoshida was trained in the Western oil painting tradition, which was adoptec 
the colour to suggest different moods. Yoshida’s extensive travel and acquaintance w 
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Grand Canyon, 1925 Woodblock print 
9 5/8 x 14 1/2 inches; 10 3/8 x 15 5/8 framed 
signed lower right; titled and stamped lower left 


n studio. Prints were made under his close supervision. Yoshida combined the uki- 
med a third school, separating himself from the shin-hanga and sosaku-hanga 


l in Japan during the Meiji period. Yoshida often used the same blocks and varied 
ith Americans influenced his art considerably. 


NOTES ON THE COLLECTION 
By David Clemmer 


This body of work has come together over the course of approximately 25 years of co 
world began in the mid-1990s and by the late ‘90s I had begun to focus in on the grap 
foremost was that I just loved the look of the work. There”s a certain quality to lithog; 
ticularly appeals to me — something to do with finding the essence of a subject and, tl 
block or stone, and from that matrix to ink on paper. The best prints have the energy 
the printing technique employed by the artist. 


Another significant factor was that the work was reasonably affordable. As I came to 
in Santa Fe, I realized quite quickly that I couldn't afford their paintings. Several of tł 
the most (monotypes by Hennings, Berninghaus and Sharp, in particular) were still 1 
wealth of work that was being produced concurrent with the heydays of both the Tac 
texts. I found that these lesser known — and in some cases, essentially unknown — arti 
shape. 


I did not set out to become a ‘collector,’ per se. I liked to think that my professional a 
acquisitions here and there, and eventually this took on a momentum of its own. I bo 
dard that I had begun to develop. There has been some weeding out over the years, a 


There is a process involved in all of this: Finding the work, considering how it might 
quality and condition, conserving the artwork as required, and having it framed to b 
years to complete. 


When I had the opportunity to exhibit the collection at the Couse-Sharp Historic Site 
New Mexico Prints, 1880-1950") the response was overwhelmingly positive. Even in t 
pointment and at the monthly open house events. This gave me some confidence that 
25-year-long venture was drawing to its culmination. 


llecting, research, and refining. My professional involvement with the Santa Fe art 
hic arts. Prints were of particular interest to me for a variety of reasons, but first and 
'aphy, etching, aquatint, the different kinds of block prints and monotypes that par- 
wough a sometimes highly complex process, translating that subject to a plate or 
and sophistication and subtlety of painting but with the unique qualities inherent to 


know and love the work of the Taos Society artists and of their counterparts working 
ie Taos Society artists worked in graphic media, but the prices of the work I desired 
irgely beyond my reach. As I searched and researched I discovered that there was a 
's and Santa Fe art colonies by artists whose names did not appear in the standard 
sts produced some wonderful work and, in fits and starts, a collection began to take 


tivities had provided me with the incentive and the opportunity to make a few good 
ught some pieces early on that, with benefit of hindsight, were not up to the stan- 
nd the pieces that remained gradually become perceptible as a cohesive whole. 


serve to advance the collection, acquiring it reasonably, assessing it firsthand for 
est advantage. It is frequently a long and painstaking process that sometimes takes 


in Taos in 2021 and 2022 (where it was exhibited as 'Glimpses of the Past: Historic 
he midst of the pandemic, large crowds came out to view the collection, both by ap- 
‘IT had not been entirely misguided in my efforts. It also suggested that perhaps the 


PEYTON 
WRIGHT — 


EN 


237 East Palace Avenue, Santa Fe, New Mexico 87501 
505-989-9888 800-879-8898 info@peytonwright.com www.peytonwright.com 


